Introduction
This volume documents an encounter between Jewish Studies and the arts, fields that have largely been strangers to each other. While Jewish Studies has traditionally emphasized history and textual analysis but neglected aesthetic concerns, the study of the arts has only infrequently addressed Jews. Yet recent developments in the academy suggest that this overdue encounter has also been long in preparation. Jewish Studies, outgrowing its nineteenth-century philological and positivist orientation, now draws on a broad range of theories and methodologies to explore all areas of Jewish life and culture across time and space.
1 Similarly, disciplines dedicated to the arts, whether the visual or performing arts, have also been turning away from their positivistic historicism and theoretical and critical preoccupation with formal analysis. They too have been engaged in an intensive process of rethinking themselves, first and foremost by challenging "the assumption that art constitutes an autonomous sphere, separate and insulated from the outside world." 2 That said-and notwithstanding several outstanding studies of Jewish artistic expression that have appeared in recent years-much remains to be done if the arts are to figure more fully in Jewish Studies and the Jewish experience more fully in the arts disciplines.
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While by no means comprehensive, this volume aims to further that project by bringing together scholars in a wide range of fields to explore modern Jewry's artistic involvements across genre and medium.
The volume's diverse character reflects the agenda that framed a year-long research seminar on "Modern Jewry and the Arts" at the Center for Advanced Judaic Studies at the approach-studying art in a society way and society in an aesthetic way--if they are to reveal their constitutive capacities, that is, not only what they say, but also what they do. The essays in this volume take up this challenge.
Like cultural studies and other post-disciplinary formations, visual culture studies and performance studies are big-tent fields that organize themselves around a set of problems and range widely for their approaches and objects. 12 Consistent with this generous mandate, there was theoretically no limit to the range of art forms and approaches allowed during our research year.
However, the seminar's architects did focus its temporal scope on the modern period of Jewish history, the era during which Jews became citizens of the countries in which they lived, their aesthetic capacities became an issue relevant to their integration, and they entered artistic professions in unprecedented numbers. 13 Modern art, with its universalistic ideals, but national character (French Impressionism, Russian Constructivism, Italian Futurism, American Abstract Expressionism), held out the impossible promise of world citizenship in a kind of utopia of pure form, while offering Jewish nationalists a medium for styling the Zionist project. These considerations alone would have warranted the year's focus on modern Jewry and the arts. But, as this volume attests, there is more to the relationship between Jews, the arts, and modernity. The art of being Jewish in the modern world-or, alternatively, the art of being modern in the Jewish world-points to the question of whether the "modern Jewish experience" has in some sense been a pointedly artistic one. falsity/genuineness, but by the style in which they are imagined," this volume explores how the arts-and the debates they engendered-give sound, shape, and dramatic form to such imaginings in all their local and historical specificity. Such questions require attention not only to aesthetics, but also to ethos, affect, and sensibility, to what Raymond Williams calls "structure of feeling," that is, not only to aesthetics but to aesthetic culture. 14 The rendering of modern Jewishness in artistic terms-whether in a "diasporist" aesthetic or a musical vision of the Reform synagogue service or the "first Hebrew city," as Tel-Aviv was envisioned-invites greater scrutiny of how Clearly no single formula for defining "Jewish art" can suffice. For this reason, we take Jewishness as contingent and contextual rather than definitive and presumptive. 16 The very raising of the Jewish art question in connection with a particular artist or trend-even or especially when the Jewish ascription seems false or artificial -at least tells us something about the perceptions of Jewishness, about stereotypes and categorizations. It therefore seems more interesting to inquire than to debunk. The approach adopted here is relational and transactional, 15 Mendelsohn, Painting a People, p. 208. Mendelsohn goes on to explore "a universalist tradition among Jewish artists, both in Europe and America," which he links to a concern among Jewish artists since the mid-nineteenth century with rendering "scenes of conciliation among various ethnic and religious groups," which " [f] or some of them, at least…was very much a Jewish vision, an ideal whose roots were to be found in the prophetic tradition of Judaism." 
Diasporism
One might say that Jews have been doubly disallowed their proper places in the grand narratives of art history. They have been defined either as a diaspora, a condition said to be inimical to originality or distinctiveness, let alone of the creation of a national style, or as a "nation without art"-that is, until Zionism prompted a self-conscious effort to create it. were not so inclined has been construed by some as a virtue. 24 Fortunately, recent scholarship has taken issue with this argument and, by historicizing it, has made it an object of study in its own right and cleared the way for exciting new perspectives on the Jewish visual imagination.
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Given these considerations (and the modern preoccupation with art as an expression of the nation), the Jewish art question has always been a referendum on whether or not a diaspora can produce an art of its own-in any medium. The answer is usually no, for the kinds of reasons that Greenberg gives, but there have also been dissentin g views and even a "diasporist manifesto explains, youth culture was a priority in the Soviet project because young people were a fresh slate on which to write the future; without a pre-Soviet past, there was nothing to unlearn. But, even in this tightly controlled, indeed coercive framework, Jewish children were able to adapt and identify with the propaganda songs as distinctive makers of their Soviet Jewish identity, one that was to become as much Jewish as it was Soviet. Here, it was the Yiddish language-intended as a temporary if necessarily Jewish tool in the dismantling of pre-Soviet Jewish culture and especially its religious institutions-that played the decisive role. Paradoxically, one of the unintended consequences of these efforts to make Jews into proper Soviet citizens was the creation of a new Jewish subculture. These songs, "often the first 'doves' of propaganda to enter 
Art Worlds
To study the arts contextually is also to study art worlds and culture industries. Howard
Saul Becker defines an art world as "the network of people whose cooperative activity, organized via their joint knowledge of conventional means of doing things, produces the kind of art works that the art world is noted for," which is not, of course, to deny the role of competition and conflict. 37 While the art world concept seems self-evident and even tautological (by Becker's own despite the overdue attention to this aspect of the Holocaust, the historical reality that made Jews important to the arts in the first place still remains largely forgotten. Jews, after all, were prominent actors both in the multifarious "art worlds" of Europe, a la Becker, and in the singular European Art World in its traditional, elitist sense. Jews' contribution to the integration of these two spheres comprises a history that now more than ever needs to be recovered.
This volume manages to rediscover an important but forgotten figure in the art world of modern dance, Joseph Lewitan. Like the subject of Dellheim's essay, Lewitan too was a victim of Nazi racist aesthetics. 39 Moving from the Soviet Union to Berlin in 1920, he established a landmark journal Der Tanz: Monatsschrift für Tanzkultur seven years later. Given the ephemeral nature of dance performance, dance critics are often on the front lines of dance history, for they are the ones who see and write about performances close to the time of the event and theirs may well be the only record that remains. As much as any single figure, Lewitan charted a decisive phase in late Weimar German dance, the fractious debates between the anti-modernists and the modernists, and the increasing identification of German modern dance with the Völkisch aesthetics embraced by National Socialism. As Kant notes, this was an ideological war waged on the human body and how it moved. Lewitan tried, without success, to protect dance from the very politics whose victim he eventually became. Whatever sociological factors led to the disproportionate Jewish participation in mediating roles, Jewishness-by anti-Semitic ascription as much as by self-identification-also functioned to exclude him and many others. With the Nazi advent to power, Lewitan was forced to abandon his journal, flee the country, and forego the art world he helped to create. While he did not create dance, Lewitan played a vital role in the organized context in which dance was made.
However important it may be to study art worlds, such as those signified by Lewitan and others, sociologists of art (and for that matter historians and anthropologists) have sometimes been faulted for studying everything but "the work of art itself" (l'oeuvre elle-même). 40 Musicologists, in her view, need to subject these ideas to the same scrutiny as they do the music itself. 43 The new art historians would say the same for art and art history. arrive at judgment. The conclusions are no longer pat, the moral no longer self-affirming and comforting. Ophuls demands that one situate oneself "affectively, as a subject-an ethical subject as well as the subject of aesthetic perception-in relation to the film's rendering of 'other people's memories.'" Ophuls was worried that this film, both in the making and in its reception, would just be a "Jewish film," that the Holocaust would be a parochial matter rather than a more universal human concern. Paradoxically, the film pursues its universality precisely through its relentless, jolting subjectivity, achieved not least of all by the intrusive on-screen presence of the filmmaker, who confronts his subjects, enrages them, makes asides, and addresses the viewer directly. For Suleiman, it is precisely "in these moments of visually highlighted subjectivity that 
Stratification of the Cultural Field
The remapping of disciplinary subjects and the formation of new ones has called into question the cultural hierarchies that compartmentalize and stratify the arts and the study of them.
The result has been a series of specialized disciplines devoted to the high and largely European end of artistic achievement (fine art, classical music, concert dance, literary drama). The low end of the cultural spectrum has been left to ethnomusicology, anthropology, and folklore, with profound implications for how the Jewish arts and Jewish participation in the arts broadly conceived are constituted as subjects of study. Taken as a whole, the essays in this volume range across a stratified cultural field, attending to residual as all as preferred categories of artistic expression. 47 The goal is not simply to remedy a history of exclusions by being more inclusive of the so-called low end of the artistic spectrum. Rather, these essays focus on the historical formation of the cultural hierarchies themselves; they seek to understand, in the words of cultural studies theorist Stuart Hall, "the relations of power which are constantly punctuating and dividing the domain of culture into its preferred and its residual categories." approaches and sites of analysis highlight the ways in which disciplinary and cultural hierarchies are formed and make their formation an object of analysis in its own right. Taken together, the essays in this volume entertain the hypothesis that the "modern Jewish experience" has in some sense been a pointedly artistic one.
To capture these concerns and others that cross-cut the essays, we have organized the volume thematically, rather than chronologically , geographically, or by genre. The first section, It is our hope that these contributions will enliven a conversation across fields that will make the arts and innovative ways of studying them a more prominent concern within Jewish Studies, while encouraging other disciplines to discover what might be learned from the Jewish experience.
